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Treatise  on  the  Ornaments  of  Music 

GIUSEPPE  TARTINI 
Translated  and  Edited  by  SOL  BABITZ 


P.  Denis,  who  translated  Tartini's  Trea- 
tise on  Ornamentation  into  French  in  1771, 
referred  to  the  work  as  "unique"  in  the 
brief  introduction  he  prepared  for  it.  He 
did  not  elaborate  on  this  point,  but  in  all 
probability  the  work  possesses  even  greater 
claim  to  singularity  than  he  surmised. 

It  is  the  first  book  dealing  entirely  with 
ornamentation;  the  first  book  to  discuss  in 
detail  the  raison  d'etre  and  application  of 
ornaments,  providing  information  found  in 
no  other  books  of  the  period;  the  only 
book  written  on  that  subject  in  Italy  at 
a  time  when  all  Europe  was  copying  the 
Italian  model  in  performance.  Oddly 
enough,  it  was  never  published  in  Italian 
but  circulated  widely  in  manuscript;  while 
thus  circulating  it  had,  according  to  its 
French  translator,  wide  influence;  it  was 
probably  seen  by  C.  P.  E.  Bach  and  most 
certainly  studied  by  Leopold  Mozart,  who 
appropriated  entire  sections  from  it  for  his 
Violinschule  with  the  then  customary  lack 
of  acknowledgement.1 

Paradoxically,  when  the  manuscript  was 
finally  published  in  French  translation,  its 
influence  waned,  perhaps  because  it  was 
becoming  outmoded — there  seems  to  be  no 
further  mention  of  it  by  18th-century  writ- 
ers. Today,  no  copies  of  the  manuscript 
are  known,  while  the  French  version  is 
almost  forgotten,  very  rare,  and  missing 
from  most  libraries;  all  this  is  strange, 
since  several  relatively  unimportant  works 
of  Tartini  are  widely  known.  Its  present 
obscurity  is  such  that  there  is  no  mention 
of  it  in  English  books  on  ornamentation,2 


ILeopold  Mozart,  Versuch  einer  griindlichen 
Violinschule  (Augsburg,  1756),  Chaps.  9-11. 

2It  is  however  cited  by  Adolph  Beyschlag, 
Die  Ornamentik  der  Musik  (Leipzig:  Breitkopf 
und  Hartel,  1907),  pp.  145-147,  and  Lionel  de 
la  Laurencie,  L'Ecole  Frangaise  de  Violon  de 
Lully  a  Viotti  (Paris:  Librairie  Delagrave, 
1924),  III,  64-74. 


and  it  is  incorrectly  designated  in  both  the 
old  and  new  Grove's. 

Tartini's  style  is  clear  and  some  of  his 
statements  unequivocal  in  the  extreme,  all 
of  which  helps  shed  light  on  aspects  of  per- 
formance which  are  still  not  completely 
understood.  Tartini's  evidence  helps  ex- 
plain, for  example,  why  the  leading  non- 
keyboard  books  (Tosi,  Quantz,  Geminiani, 
L.  Mozart)  omit  symbols  for  the  mordent 
and  turn,  and  why  these  very  terms  are 
treated  differently  in  these  books. 

The  manuscript  apparently  bore  no  date, 
but  it  must  have  been  written  prior  to 
1750  in  order  to  allow  several  years  for  it 
to  circulate  and  reach  Leopold  Mozart  in 
time  to  be  incorporated  into  his  book  before 
its  writing  in  1754. 

It  is  doubtful  if  the  original  title  of  the 
book  can  be  discovered.  The  abbe  Fanzago 
has  been  variously  quoted  with  respect  to 
the  title.  A  Dictionary  of  Musicians  says 
"The  abbi  Fanzago  speaks  of  a  manuscript 
treatise  by  Tartini  entitled  Lezione  sopra 
i  vari  generi  di  appogiature  di  trilli  tremoli 
e  mordenti  &c." 3  Fetis  says,  "L'abbe 
Fanzago  mentions  a  work  in  footnote  24, 
page  34  of  the  first  edition  of  the  eulogy 
of  Tartini  under  the  title  of  Lezioni  pel 
Violine;  but  the  real  title  of  this  work  is 
found  in  the  catalogue  of  Joseph  Benson 
(Venice,  1818,  p.  4) :  Trattato  della  appog- 
giature  si  ascendenti  che  discendenti  per  il 
violino,  comme  pure  il  trille,  tremolo,  mor- 
dente,  ed  altro,  con  dichiarazione  delle 
cadenze  naturali  e  composte".4: 

This  last  title  conforms  closely  with  the 
contents  of  the  French  translation — it 
served  the  translator  as  the  basis  for  his 
more  flowery  title,  aimed  at  enhancing  the 


3 A  Dictionary  of  Musicians  (London,  182  7), 
Second  Edition. 

4F.  J.  Fetis,  Biographie  universelle  des  mu- 
siciens  (Paris,  1834-35). 
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work's  sale.  The  identity  of  this  translator 
has  been  something  of  a  mystery.  Laurencie 
correctly  points  out  that  he  is  not  the 
Claude  Denis  who  published  violin  sonatas 
in  the  1720's;  however  like  Jane  Arger5  he 
confuses  him  with  a  Denis  who  died  a  few 
years  after  publishing  a  Nouveau  systeme  de 
musique  pratique  in  1747.6  Fetis  describes 
the  translator  as  Pietro  Denis,  a  publisher 
and  mandoline  teacher  who  also  translated 


5Jane  Arger,  Les  agrements  et  le  rhythme 
(Paris:  Rouart,  1917),  p.  106. 

Gde  la  Laurencie,  I,  265-8;  III,  168.  We  are 
also  indebted  to  de  la  Laurencie  for  establishing 
1771  and  not  Fetis'  1782  as  the  date  of  pub- 
lication of  the  translation. 


Fux's  Gradus.  That  Fetis  is  probably  correct 
may  be  inferred  from  the  last  page  of  the  P. 
Denis  translation,  where  is  found  a  list  of 
didactic  works  for  the  mandoline  "by  the 
author." 

Denis'  remarks  scattered  through  the  text 
are  easily  distinguished,  since  they  are  con- 
cerned with  the  French  equivalents  of 
some  of  Tartini's  terms.  The  present  writer's 
remarks  are  in  brackets  and  footnotes.  The 
musical  examples  have  been  reproduced 
photographically  through  the  courtesy  of 
the  Library  of  Congress. 

For  assistance  in  the  preparation  of  this 
translation,  thanks  are  due  to  David  D. 
Boyden,  Allen  P.  Britton,  Wesley  Kuhnle, 
William    Lichtenwanger,    and    Fritz    Zweig. 


TREATISE 


ON  THE  ORNAMENTS  OF  MUSIC 

Including  the  origin  of  the  appoggiatura 

Its  value  and  where  to  put  it 

All  the  various  kinds  of  trills 

How  to  use  them 

The  vibrato  and  the  mordent 

The  use  to  which  they  can  be  put 

The  modes  or  natural  ornaments 

The  florid  modes  which  are  endless 

How  to  construct  a  cadenza 


An  original  work  very  useful  not  only  to  teachers  of  the  singing 
style,  but  also  to  all  instrumentalists,  and  which  every  good  musician, 
even  a  composer  will  read  with  much  pleasure. 


Composed  by  the  celebrated  Giuseppe  Tartini  of  Padua 
And  translated  by  Sig'r  P.  Denis  of  Paris 
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[Denis'  Introduction] 
The  work  which  I  give  to  the  public 
is  as  unique  as  its  author ',  [who  is] 
acclaimed,  as  one  sees  in  the  Ency- 
clopedia, by  all  the  academies  of 
Europe  as  the  greatest  musician  of  his 
century.  7  My  zeal  for  the  public  good, 
and  my  gratitude  to  this  great  man 
who  deigns  to  honor  me  with  his 
friendship,  has  induced  me  to  trans- 
late into  French,  as  clearly  as  I  could, 
this  treatise,  which  has  educated  many 
able  artists,  and  which  has  given  birth 
to  modern  music. 

The  reader  is  advised  not  to  read 
it  in  haste,  but  on  the  contrary  at  a 
slow  pace  and  with  thought,  in  order 
to  derive  from  it  the  profit  and  satis- 
faction he  desires. 

Concerning    the    Appoggiatura 
Which  in  French  Is  Called  Little  Note8 

Appoggiaturas  are  those  notes 
written  smaller  than  the  others: 

An  appoggiatura  is  an  ornament 
joined  to  a  large  note  before  which  it 
is  placed;  both  are  expressed  with  the 
same  bow  stroke  or  with  the  same 
breath: 


There  are  two  kinds  of  appoggia- 
turas. With  some  one  descends  to  the 
large  notes,  with  others  one  ascends 
to  them: 


^Diderot  and  d'Alembert,  /' Encyclopedic 
(Paris,  1751-66). 

8The  spelling  is  Pogiatura,  a  gratuitous  error 
by  the  translator — his  use  of  the  term  petit 
note  was  undoubtedly  convenient  for  his  read- 
ers; today  the  original  Italian  term  must  be 
used.  The  term  port-de-voix  was  avoided  prob- 
ably because  it  usually  designated  an  ascending 
ornament. 


I  shall  speak  first  of  those  with 
which  one  descends;  these  are  the 
most  natural  and  the  most  flattering.9 

One  must  make  a  distinction  be- 
tween two  kinds  of  descending  appog- 
giaturas, to  wit,  long,  or  sustained 
appoggiaturas,  and  short  and  passing 
appoggiaturas.  The  duration  of  a  long 
appoggiatura  should  equal  that  of  the 
large  note  to  which  it  is  joined,  or, 
to  state  it  better,  it  should  share  the 
value  of  this  large  note.  This  will  be 
seen  in  the  second  of  the  following  two 
examples.  The  appoggiatura  is  written 
as  a  large  note  in  the  second  example: 


f#gf*=a 


i\ 


N->     *    £ 


The  difference  of  expression  in  the 
second  example  is  not  in  the  value  of 
the  appoggiatura,  which  is  the  same 
as  that  of  the  large  note,  but  in  the 
nature  of  the  bow  stroke  or  the  breath- 
ing. If  this  appoggiatura  were  written 
as  a  large  note,  as  it  appears  in  this 
example,  it  would  be  necessary  to 
express  it  with  more  stress  than  the 
second,  and  it  would  demand  a  short 
trill.  But  as  it  is  only  an  appoggiatura, 
the  bow  or  voice  should  start  it  softly, 


9There  is  general  agreement  with  respect  to 
the  superiority  of  the  descending  appoggiatura 
among  L.  Mozart,  Geminiani,  and  C.  P.  E. 
Bach.  Quantz  does  not  mention  it  but  the  bulk 
of  his  examples  are  descending.  (L.  Mozart, 
Chap.  9,  Par.  12;  fn.  to  Par.  10  in  1787  edition; 
F.  Geminiani,  The  Art  of  Playing  on  the  Violin, 
London,  1751,  p.  7;  C.  P.  E.  Bach,  Versuch 
uber  die  wahre  Art  das  Klavier  zu  spielen,  Ber- 
lin, 1753,  trans.  W.  J.  Mitchell,  New  York: 
Norton,  1949,  p.  90;  J.  J.  Quantz,  Versuch 
einer  Anweisitng  die  Flote  traversiere  zu  spielen 
.  .  .  ,  Berlin,  1752,  Chap.  8. 
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increase  the  sound  by  degrees  for  half 
of  its  value,  and  diminish  it  similarly 
in  falling  to  the  large  note  to  which  it 
is  joined.  This  large  note  requires  a 
short  trill,  which  makes  it  sound 
stronger,  as  can  be  seen  in  the  follow- 
ing example:  10 

If  there  is  a  dot  after  the  large  note 
it  is  worth  half  again  more  than  it 


would  be  without  a 
in  this  example: 


dot,  as  one  sees 


j^fP^ 


In  that  case  the  appoggiatura  takes 
two-thirds  of  the  value  and  the  large 
note  the  other  third.  For  example,  if 
the  large  note  is  a  dotted  quarter,  the 
appoggiatura  is  worth  two  eighths,  and 
the  large  note  is  worth  only  one.  In 
the  following  example  one  sees  the 
appoggiatura  written  as  a  small  note, 
and  below  as  a  large  note  to  indicate 
its  value:  " 


fnfr#*M 


lOWhile  opinions  may  differ  with  respect  to 
the  length  of  the  appoggiatura,  there  is  general 
agreement  that  it  has  a  crescendo  while  the 
main  note  has  a  diminuendo.  Tartini  recommends 
a  trill  for  the  "bow  or  voice"  to  reinforce  the 
dying  tone  after  every  appoggiatura — this  same 
trill  on  the  keyboard  would  be  noisy,  destroying 
the  soothing  effect  which  the  long  appoggiatura 
usually  was  supposed  to  create.  (C.  P.  E.  Bach, 
p.  95-6;  J.  J.  Quantz,  Chap.  12,  Par.  26;  L. 
Mozart,  Chap.  9,  Par.  8;  Chap.  9,  Par.  11). 
Note  that  in  the  examples  sometimes  a  cross  and 
sometimes  a  tr  is  indicated.  However  most  often 
there  is  no  sign  to  indicate  where  the  trill 
should  be,  the  composer  assuming  that  the  per- 
former would  know  where  to  insert  one. 

HL.  Mozart,  Chap.  9,  Par.  13;  Quantz,  Chap. 
8,  Pars.  8-9;  C.  P.  E.  Bach,  p.  90. 


General  Rule 

Concerning  the  Manner  of  Using  Long 

Appoggiaturas 

In  4/4  time  a  large  note  to  which 
an  appoggiatura  is  joined  should  begin 
the  measure  or  the  third  beat.  In 
triple  time  it  should  begin  the  meas- 
ure. This  large  note  should  be  of  a 
greater  value  than  that  which  follows 
it,  because  long  appoggiaturas  do  not 
produce  a  good  effect  in  conjunction 
with  notes  of  equal  value,  as  can  be 
seen  in  the  second  of  the  two  follow- 
ing examples:  12 


If  the  composer  expresses  a  senti- 
ment with  notes  of  the  same  value, 
one  should  not  use  long  appoggiaturas 
because  they  would  alter  and  weaken 
the  expression.  They  should  be  used 


isin  these  examples,  it  is  not  clear  whether 
Tartini  is  advising  composers  not  to  write  bad 
examples  such  as  are  seen  in  the  first  line  or 
advising  performers  to  change  them  into  good 
examples  as  shown  in  the  second  line  by  adding 
dots  according  to  the  convention  of  free  rhyth- 
mic alteration.  (Sol  Babitz,  "A  Problem  of 
Rhythm  in  Baroque  Music,"  Musical  Quarterly, 
XXXVIII  [October,  1952],  533-565).  Compare 
the  examples  of  L.  Mozart,  Chap.  9,  Par.  19, 
with  the  more  detailed  versions  in  Pars.  20  and 
21,  which  show  what  the  performer-as-impro- 
visor  may  do  in  filling  out  the  written  notes. 

According  to  contemporary  instructions  line 
two  should  begin  approximately  thus: 


yet  because  of  notation  shorthand  of  the   18th 
century  such  a  clear  example  will  not  be  found. 
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only  in  conjunction  with  notes  of 
mixed  time  values  as  in  these  exam- 
ples: 


iff  i  PTfTPT-nr£?~fa 


The  effect  of  this  kind  of  appoggia- 
tura  is  to  lend  cantabile  and  nobility 
to  the  expression.  Thus,  they  are 
appropriate  to  all  solemn  and  melan- 
choly movements.  If  one  should  use 
them  in  gay  and  fast  movements, 
which  are  called  the  Lombard  style, 
one  would  weaken  the  brilliance  and 
enervate  the  vivacity  which  this  kind 
of  movement  should  produce.  One  can 
nevertheless  employ  them  in  allegro 
and  vivace  in  3/4  time  but  never  in 
4/4  because  one  must  in  this  case  ad- 
here to  that  which  I  have  said  above. 

The  descending  short,  or  passing 
appoggiaturas  are  suited  only  to 
descending  skips  of  thirds.  Singing 
naturally  requires  that  one  proceed 
stepwise  (or  diatonically)  and  not  by 
skips.  In  descending  skips  of  thirds, 
the  appoggiaturas  fill  in  the  intervals, 
and  form  a  scale  with  the  large  notes. 
They  [the  appoggiaturas]  should  pass 
very  lightly  and  in  such  a  manner  that 
the  large  notes  are  more  emphasized. 
Thus  the  strength  of  the  bow  and  the 
voice  should  be  felt  much  more  on  the 
large  notes  than  on  the  appoggia- 
turas.13 


13The  use  of  the  term  "strength  of  the  bow" 
{force  de  I'archet)  implies  the  existence  of  a 
section  of  the  bow  which,  being  stronger,  can  be 
used  for  appoggiaturas  and  other  forms  of 
emphasis,  and  indicates  that  in  the  basic  bow 
stroke  the  dynamics  were  not  even.  To  the  mod- 
ern violinist  whose  basic  stroke  is  evenly  sus- 
tained   (unless    a    crescendo    or    diminuendo    is 


The  value  of  the  appoggiaturas  is 
indeterminate  in  the  following  exam- 
ple, which  is  in  eighth-notes;  it  would 
appear  that  the  appoggiaturas  are  ap- 
proximately one-half  as  long  as  the 


eighth-notes: 


If  the  same  example  is  put  in  quar- 
ter-notes, the  appoggiaturas  will  not 
have  the  value  of  eighths;  or  if  given 
this  value,  they  will  produce  a  bad 
effect;  and  they  produce  a  very  good 
effect  if  the  large  notes  are  made  long 
and  the  appoggiaturas  as  short  as 
possible: 

f 


This  comes  from  the  long  or 
strengthened  accent,  which  is  greater 
on  the  note  which  begins  the  measure, 
and  on  that  which  begins  the  half- 
measure,  than  on  that  which  begins 
the  [first]  quarter  and  that  which 
begins  the  last  quarter.  This  long,  or 
strengthened  accent  would  be  weak- 
ened if  one  prolonged  the  appoggia- 
tura.14 


indicated)  the  concept  that  the  "strength  of  the 
bow"  can  be  "felt"  more  on  one  part  than 
another  is  meaningless.  Yet  such  is  the  nature  of 
the  outward  curved  bow.  Quantz  says  that 
every  tone  has  its  forte  and  piano  "if  time 
allows"  (Quantz,  Chap.  14,  Par.  11),  and  that 
inasmuch  as  every  long  note  is  a  messa  da  voce 
it  must  contain  a  crescendo  and  diminuendo. 
(Quantz,  Chap.  14,  Par.  10).  L.  Mozart  says 
that  "Every  tone,  even  the  strongest  attack  has 
a  small  .  .  .  softness  at  the  beginning  of  the 
stroke  .  .  ."  This  prevailed  in  fast  as  well  as 
slow  passages.  (L.  Mozart,  Chap.  5,  Pars.  3,  6, 
and  10).  There  is  much  corroborating  evidence 
of  the  prevalence  of  affective  dynamics  but  no 
evidence  of  an  even,  modern  type  of  tone  in 
performance. 

l^Tartini  does  not  say  whether  or  not  the 
short  appoggiatura  precedes  the  beat;  however, 
L.    Mozart    makes    such    an    interpretation    of 


80 


JOURNAL   OF  RESEARCH   IX   MUSIC   EDUCATION 


Use  to  Which  the  Short  and  Passing 
Appoggiatura  Should  Be  Put 

One  can  use  it  not  only  in  descend- 
ing skips  of  thirds,  but  in  all  other 
places,  even  in  descending  scales  and 
in  any  time  signature;  that  is  to  say, 
in  measures  of  4/4  time  and  in  triple 
time  as  can  be  seen  in  the  following 
examples: 


£rcmpl 


u 


The  effect  of  short  and  passing 
appoggiaturas  is  to  render  the  expres- 
sion lively  and  brilliant.  This  is  very 
different  from  that  of  the  long  appog- 
giaturas, which  only  render  it  melod- 
ious. One  must  consequently  not  put 
short  and  passing  appoggiaturas  in 
serious  and  sad  pieces,  but  only  in 
allegro,  or  at  most  in  andante  canta- 
bile.  Their  real  expression  can  be  seen 
in  the  following  examples:  15 


Ex.  17,  writing  dotted  8th  and  16th  notes 
(Chap.  9,  Par.  17).  W.  J.  Mitchell  discusses 
this  question  in  his  translation  of  C.  P.  E. 
Bach's  Essay  (C.  P.  E.  Bach,  p.  98).  The  ma- 
jority opinion  would  probably  hold  with  Quantz 
and  Agricola:  When  the  appoggiatura  is  on  the 
beat  it  is  in  Lombard  style,  when  soft  and  before 
the  beat  it  is  in  the  French  style  (Quantz,  Chap. 
8,  Par.  5;  Chap.  17,  Sec.  2,  Par.  20;  Chap.  18, 
Par.  58;  P.  F.  Tosi,  Opinioni  de'  cantori  .  .  ., 
1723,  German  translation  by  J.  F.  Agricola, 
Berlin,  1757,  pp.  61-68). 

15Note  the  trill  in  the  example  which  is  not 
mentioned  in  the  text;  this  trill  on  the  first 
64th  note  is  not  playable  unless  that  note  is 
lengthened  by  the  performer  to  several  times 
its  written  value  according  to  the  convention  of 
rhythmic  alteration.  J.  S.  Bach  sometimes  places 
ornaments  in  similar  places.  Other  examples 
of  this  will  be  found  on  pp.  82  and  91  (top  of 
right  hand  columns). 
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Sometimes    in    ascending    stepwise 
passing   appoggiaturas   are  used:  16 


It  must  be  noted  that  there  is  in 
this  passage  a  [metrical]  ambiguity 
between  the  appoggiaturas  and  the 
large  notes,  as  the  good  effect  does 
not  come  from  the  appoggiatura  but 
from  the  large  note  which  precedes 
it,  and  which  forms  with  it  a  [metri- 
cal] ambiguity. 

Notes  of  this  kind  and  not  appog- 
giaturas are  used  in  the  ascending  and 
descending  scales. 

Concerning  the  Simple  Ascending 
Appoggiaturas 

The  simple  ascending  appoggiaturas 
do  not  at  all  conform  to  the  nature  of 
harmony;  the  descending  appoggia- 
turas take  the  place  of  the  dissonance. 
If  one  reflects  that  the  dissonance 
should  not  ascend  but  rather  descend 
in  order  to  resolve,  one  will  clearly 
see  that  the  ascending  appoggiaturas 
are  contrary  to  the  nature  of  harmony. 
See  the  following  examples:  17 


ifiL.  Mozart  rewrites  this  without  "ambiguity," 
changing  it  into  dotted  16ths  and  32nds  (L. 
Mozart,  Chap.  9,   Par.    18). 

i"In  some  of  his  versions  of  this,  L. 
Mozart  follows  the  convention  of  the  double- 
dot;  in  his  "played"  version  the  value  of  the 
note  after  the  dot  is  one-half  of  the  written 
value  (L.  Mozart,  Chap.  9,  Pars.  4,  26,  and  27). 
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From  this  it  follows  that  one  can- 
not use  simple  appoggiaturas  in  as- 
cending but  one  can  use  them  in 
combination  with  other  appoggiaturas. 
as  in  the  following  example:  :- 


One  can  combine  them  in  another 
way  by  starting  them  ascending  and 
finishing  descending.  See  the  example 
which  follows: 


To  prove  that  the  ascending  appog- 
giaturas are  contrary  to  harmony,  one 
need  only  form  a  passage  of  ascending 
skips  in  thirds  and  fill  in  the  intervals 
with  passing  appoggiaturas.  as  we 
have  done  in  the  example  of  descend- 
ing skips  of  thirds.  In  this  way  one 
will  see  that  those  which  descend  are 
good  and  those  which  ascend  are  bad: 


There    are    nevertheless    izzzzr.i- 
turas  which  proceed  by  skips,   some 


Thus  the  first  e  in  the  first  and  second  lines  of 
the  example  should  come  late. 
l*L.  Mozart,  Chap.  9,  Par.  20. 


ascending  and  others  descending, 
which  always  have  a  good  effect,  es- 
pecially in  the  cantabUe,  the  grave 
and  the  pathetic  mood,  as  is  seen  in 
the  following  example.  Their  rules  are 
the  same  as  those  for  long  and  sus- 
tained appoggiaturas  which  are  used 
in  descending  scales: 


ggj=gf^SS 


Their  value  is  taken  from  the  time 

;:  ±e  :cl2c-~>g  nc:e  lr 

Ekid  of  the  Appoggiaturas 

Concerning    the    Trill,    Vibrato,    and 

Mordent  2'J     Which    in    French     Are 

Called  Cadence,  Tremblement, 

and  Mordant 

The  trill  which  in  French  is  called 
cadence  is  a  perfect  ornament  of 
music;  but  it  should  be  used  in  the 
same  way  as  one  uses  salt  in  eating. 
Too  much  or  too  little  salt  spoils  the 
taste,  and  it  should  not  be  put  on 
everything  one  eats.21  There  are  only 
two  kinds  of  trills,  the  trill  of  a 
whole-step  and  that  of  a  half-step,  of 
which  these  are  examples: 


This  whole-step  trill  is  the  closing 
trill  of  major  keys: 


last  word  in  this  sentence  is  i:preced 
cedenie);  this  is  obviously  wrong 
ex3.~ r'.e  :h:~5  ±e     il_;  ^ker  :':;— 

:-.[   Z.z 

20TrMo,  Tremolo  e  mordent*. 
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This  trill  of  a  semi-tone  is  the  clos- 
ing trill  of  minor  keys. 

The  mechanism  of  the  Trillo,  or  trill 
consists  in  pressing  firmly  the  finger 
of  the  lower  note  and  striking  the 
string  with  the  finger  of  the  other  note 
quickly  and  lightly.22 

The  trill  is  faulty  when  it  exceeds 
the  prescribed  [interval  of]  a  tone  or 
semi-tone.  In  all  music  there  is  only 
one  case  where  this  trill  is  permissible, 
even  though  it  exceeds  a  whole-step. 
It  is  that  of  the  following  example:  23 


In  that  case,  which  occurs  frequent- 
ly, it  is  better  to  substitute  for  this 
trill  a  mode,  i.e.  a  simple  or  compound 
ornamental  figure,  concerning  which 
we  shall  speak  later,  for  this  trill  is 
very  difficult  and  as  a  result  often 
devoid  of  taste  or  effect.24  There  are 
various  ways  of  ending  a  trill — here 
are  the  two  most  usual  and  natural 
ones:  25 


The  first  is  the  more  natural  of  the 
two.   There   is   another   complex   one 


22Modern  violin  playing  invariably  requires 
strong  finger  pressure. 

23L.  Mozart,  Chap.  10,  Par.  4.  Quantz  ac- 
cuses "several  Italian  violinists"  of  using  the 
bad  trill  in  thirds  (Chap.  9,  Par.  4). 

24"Mode"  is  used  in  the  sense  of  maniera; 
Manieren  (Ger.). 

25Quantz,  Tab.  IX,  Fig.  3a;  Tab.  XV,  Figs. 
17a,  20i.  See  pp.  83  and  93  below. 


shown  in  the  following  example  and 
others  similar  to  it:  26 


Nowadays  a  trill  is  made  on  a  note 
and  then  an  octave  higher  without 
interruption,  as  in  the  following  ex- 
ample: 


This  trill,  artfully  contrived,  is  bad 
because  it  goes  against  nature.  Final- 
ly there  are  other  ways  of  performing 
the  trill  with  respect  to  piano  and 
forte.  Since  the  voice,  or  the  tone  of 
an  instrument  affords  pleasure  when 
passing  from  piano  to  forte,  a  trill 
will  have  a  good  effect  if  one  begins 
it  slowly  and  gently,  increasing  its 
volume  and  speed  simultaneously  as 
in  this  example:  27 


There  are  also  other  ways  of  per- 
forming a  trill,  as  when  the  voice  pro- 
ceeds stepwise,  either  ascending  or 
descending:  28 


On  the  violin  it  is  also  done  with 
the  aid  of  the  second  finger  or  by 
shifting  the   [first]   finger  alone.  The 


26L.  Mozart,  Chap.  10,  Par.  6. 

27L.  Mozart,  Chap.  10,  Par.  7. 

28L.  Mozart,  Chap.  10,  Pars.  22,  23.  The  im- 
plied performance  is  a  trill  starting  on  the  main 
note. 
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same  is  done  in  trilling  each  note  when 
descending  as  well  as  ascending: 


This  is  done  on  notes  of  different 
value : 


These  trills  which  produce  a  good 
effect  in  scales  are  not  as  effective  in 
leaps. 

There  is  another  kind  of  trill  which 
is  best  performed  on  the  violin.  The 
two  notes  which  form  this  trill  are 
joined  together  in  such  a  way  that  two 
fingers  never  leave  the  string  entirely. 
It  is  therefore  not  performed  like 
the  other  trills,  by  lifting  the  finger, 
but  by  moving  the  entire  hand  with 
the  wrist — the  hand  moving  the  finger 
with  a  swaying  motion  so  that  the 
trill  is  slurred  and  not  beaten.  This 
produces  a  good  effect  in  affective 
pieces,  and  when  the  two  notes  are  a 
semi-tone  apart.29 

Concerning  the  Use  of  the  Trill 

(which  we  shall  no  longer  call  cadence 

but  trill  to  differentiate  it  from 

musical  or  harmonic  cadences) 

Concerning  the  Places  Where  the  Trill 

Should  be  Used 

The  trill  is  used  at  the  ends  of 
phrases  where  occur  final  cadences, 
as  they  are  known  in  composition;  in 
half-cadences;   in  those  of  the  fourth 


29This  is  the  only  18th-century  description 
of  the  trill  in  which  "the  two  fingers  never 
leave  the  string  entirely."  It  was  used  by  earlier 
viol  players  and  is  frequently  used  by  Gypsy 
and  jazz  players  today.  It  was  inevitable,  when 
trills  were  used  on  almost  every  descending 
slurred  pair  of  notes  and  vibrato  was  used  to 
heighten  expression,  that  this  ornament  half-way 


and  the  fifth;  and  finally  in  those 
which  are  deceptive — see  the  following 
example:  30 


It  should  be  noted  that  the  trill 
of  final  cadences,  that  is  cadences 
which  terminate  musical  phrases,  is 
different  from  that  of  half  [interme- 
diate]   cadences  and   deceptive  ones. 

The  trill  of  final  cadences  is  the  one 
concerning  which  we  have  spoken 
above.  The  trill  of  half  and  deceptive 
cadences  must  consist  of  three  notes, 
as  can  be  seen  in  the  following  ex- 
ample: 


If  there  is  enough  time  a  passing 
appoggiatura  may  be  joined  to  the 
three  notes  making  up  the  final  trill 
as  in  this  example: 


between  trill  and  vibrato  should  exist.  Ex- 
perience in  improvising  ornaments  in  perform- 
ance has  demonstrated  to  the  present  writer 
that  in  certain  contexts  in  the  heat  of  perform- 
ance a  moment  may  arise  when  neither  the  trill 
nor  vibrato  feels  right — but  something  in  be- 
tween. 

30The  French  terms  used  are  cadence  finale, 
cadence  intermittante,  celle  de  quarte  et  de 
quinte,  interrotnpue. 


84 


JOURNAL  OF  RESEARCH  IN  MUSIC  EDUCATION 


This  trill  is  cantabile,  it  conforms 
to  nature  and  has  a  very  good  effect 
when  put  in  those  places  of  which  we 
have  spoken.  It  should  even  be  noted 
that  when  the  melody  ascends  step- 
wise, it  is  impossible  to  use  any  other, 
and  that  if  one  wished  to  do  so  it 
would  always  be  bad: 


In  this  case  it  is  unnecessary  to 
add  the  passing  appoggiatura.  There 
are  countless  other  ways  of  using  the 
trill:  in  cantabile  as  well  as  lively  and 
light  music,  and  it  is  impossible  to  give 
examples  of  all  of  these  ways.  We  shall 
content  ourselves  with  a  small  number 
of  general  rules.  One  must  first  see  if 
the  notes  are  of  equal  value.  For  ex- 
ample, in  performing  a  scale  of  eighth- 
notes,  like  the  following  one,  if  a  trill 
is  put  on  the  first  note  of  the  meas- 
ure,31 


the  trill  must  of  necessity  fall  on  the 
third  and  fifth  notes  of  the  measure; 
but  if  the  trill  is  put  on  the  note  pre- 
ceding the  measure,  the  trill  must  fall 
on  the  second  and  fourth  notes  of  the 
measure.  This  rule  with  reference  to 
notes  of  equal  value  embraces  an 
endless  number  of  cases — if  there  are 
two  slurred  notes  at  the  start  of  the 
quarter  or  eighth  part  of  the  measure 
the  trill  falls  on  the  first  of  the  two 
notes : 


3lThe  trill  on  the  first  8th  note  here  is  an 
engraver's  error.  L.  Mozart  advises  no  after- 
beats  on  these  trills  (Chap.  10,  Par.  16,  1787 
edition).  By  a  curious  coincidence  a  misprint 
occurs  in  both  editions  of  the  English  trans- 
lation of  Mozart,  the  initial  trill  being  left  out 
in  the  second  example  of  Par.  16. 


If  there  are  two  slurred  notes  and 
two  detached  notes,  the  trill  should 
be  on  the  first  of  the  two  slurred 
notes:  32 


If  there  are  three  slurred  notes,  the 
trill  should  be  on  the  middle  one,  if 
the  notes  are  as  in  this  example:  33 


If  the  notes  are  slurred  over  the 
eighth  beat,  the  trill  should  be  put 
on  the  second  of  the  two  slurred 
notes: 


When  there  is  a  scale  of  dotted 
notes,  the  trill  may  be  placed  on  the 
long  or  on  the  short  note:  34 


But  one  should  make  a  distinction 
and  note  that  in  the  first  example  the 
trill  on  the  long  note  renders  the  ex- 
pression more  cantabile  while  in  the 
second  example,  placed  on  the  short 
note,  it  renders  the  expression  livelier 
and    more   audacious.    Thus,    in    the 


32L.  Mozart,  Chap.  10,  Par.  18. 
33L.  Mozart,  Chap.  10,  Par.  17. 
34L.  Mozart,  Chap.  10,  Par.  20.  The  English 
translation  again  has  missing  trills. 
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second  case  the  true  expression  is: 


I      tr    i        ft*     |         -h'     t 


When  there  are  dotted  notes,  the 
trill  has  a  very  good  effect  on  the 
dot:  35 


When  there  are  two  slurred  notes 
on  the  same  tone,  the  trill  occurs  at 
the  same  time  as  the  crescendo  on  the 
second  of  the  two  notes:  36 


One  should  be  cautious  in  general 
not  to  put  a  trill  on  the  first  note  of 
any  air,  nor  to  put  trills  on  two  con- 
secutive notes  unless  one  wishes  to 
make  a  series  of  trills:  37 


35There  is  a  misprint  here,  the  performance 
vesion  being  placed  before  the  written  one.  This 
strange  trill  may  be  an  error  on  M.  Denis' 
part  —  it  would  be  more  logical  to  have  the  rest 
after  the  trill.  C.  P.  E.  Bach  cites  this  type  of 
example  (pp.  117,  118)  and  attributes  it  to 
Tartini. 

360bserve  that  Tartini  takes  for  granted 
"the  crescendo  on  the  second  of  the  two 
notes."  L.  Mozart  (Chap.  1,  Sec.  iii,  Par.  18 
and  Chap.  12,  Par.  12)  objects  to  the  practice 
of  adding  an  "afterpressure  of  the  bow"  on  the 
second  of  the  slurred  notes — a  rare  case  of 
disagreement  with  Tartini.  (See  fn.  13  above.) 

37J.  S.  Bach,  Corelli,  and  others  nevertheless 
begin  pieces  with  trills. 


Concerning  the  Vibrato  38 
or  Tremblement,  in  French 

This  kind  of  ornament  is  by  its 
nature  better  suited  to  instruments 
than  to  the  voice.  Sometimes,  when 
it  occurs  in  a  human  voice,  it  is  due 
to  the  nature  of  that  voice. 

The  sound  of  harpsichord  strings, 
of  bells,  and  of  open  strings  of  cer- 
tain good  bowed  instruments  leaves  in 
its  natural  wake  an  undulation  in  the 
air  which  has  been  animated  by  it. 
This  undulation  is  caused  by  the  vi- 
brations of  the  tiny  parts  composing 
the  metal,  or  by  the  continued  vibra- 
tion of  the  string  set  in  motion  by  the 
bow  in  the  case  of  a  bowed  instru- 
ment, and  by  the  jack  in  the  case  of  a 
harpsichord  string.  In  imitation  of  this 
effect  one  can  produce  this  vibration 
artificially  on  the  violin,  viola,  and 
'cello  with  a  finger  held  on  the  string 
while  the  vibrato  is  impressed  on  the 
finger  with  the  force  of  the  wrist,  with- 
out the  finger  leaving  the  string, 
despite  its  being  lifted  slightly.39  If  the 
vibrato  of  the  finger  is  slow,  the  un- 
dulation which  is  the  vibrato  of  the 
sound  will  be  slow;  if  it  is  fast,  the 
undulation  will  be  fast.  One  can  ac- 
cordingly increase  the  speed  of  the 
undulation  little  by  little,  by  starting 
slowly  and  rendering  it  faster  by  de- 
grees. An  example  will  show  this 
augmentation  indicated  with  small 
semicircles,  the  relative  sizes  of 
which  mark  the  slowness  and  the 
quickness  and  consequently  the  in- 
creased speed.40 


^Tremolo.  L.  Mozart  copies  this  section  al- 
most word  for  word. 

39See  fn.  22  above. 

40Unlike  the  modern  violin  vibrato  which 
alters  the  pitch  about  one-half  step,  this  vibrato 
is  very  narrow,  using  chiefly  alterations  of 
finger  pressure,  something  which  would  be  in- 
audible on  the  modern  violin  with  its  greater 
tensions.  A  vibrato  as  slow  as  the  "semi- 
circles" over  the  whole  note  suggest,  requires 
the  authentic  18th-century  violin  with  a  small 
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Example  of  a  slow  but  equal  undu- 
lation; [and]  of  one  which  is  fast 
but  equal: 


and  of  one  which  passes  by  degrees 
from  slow  to  fast: 


This  ornament  is  never  used  in  the 
semi-tones  which  ought  to  imitate  not 
only  the  human  voice  but  also  the 
nature  of  perfect  intonation  to  a 
mathematical  point,  that  is  to  say, 
that  the  intonation  ought  not  to  be 
altered  at  all  in  the  semi-tones,  and 
it  would  be  by  the  vibrato  or  undu- 
lation of  the  voice  which  prevents  the 
intonation  from  remaining  at  its 
fixed  point,  and  makes  it  rise  or  de- 
scend, although  imperceptibly.  This 
ornament  produces  a  very  good  effect 
on  the  final  note  of  a  musical  phrase, 
if  this  note  is  not  long.  It  benefits  the 
tone  and  the  cantabile.  It  produces  the 
best  natural  tonal  effect,  because  when 
one  has  struck  for  the  last  time  a 
harpsichord  string,  or  a  bell,  or  an 
open  string  on  a  bowed  instrument, 
the  sound  continues  and  maintains  the 
vibrato  naturally  for  some  time. 

It  also  has  a  very  good  effect  on  the 
long  notes  of  any  air  in  any  meter 
whatsoever,  when  the  notes  are 
arranged  in  the  following  way:  41 


bass  bar,  neck,  etc.  for  its  effective  realization. 
(L.  Mozart,  Chap.  5,  Par.  5;  Chap.  11,  Pars. 
1-4;  Quantz,  Chap.  17,  Sec.  ii,  Par.  32; 
Geminiani,  p.  9;  David  Boyden,  "The  Violin 
and  Its  Technique  in  the  18th  Century"  The 
Musical  Quarterly,  XXXVI  (January  1950), 
p.  26. 

4iHere  the  numbers  mentioned  by  Tar- 
tini  are  missing;  these  have  been  provided  by 
the  present  writer  in  accordance  with  the  in- 


This  should  always  be  equal  and 
performed  so  exactly  in  time  that  the 
strong  [pressure]  of  the  vibrato 
occurs  on  the  second  of  the  two 
slurred  notes  marked  with  a  2  and  the 
weak  on  the  first  marked  with  a  1, 
which  is  a  general  rule: 


Finally  it  has  a  very  good  effect  on 
long  notes  played  on  two  strings,  as 
shown  above.  But  it  should  be  ob- 
served that  in  ordinary  time  (that  is 
in  4/4  time)  the  strong  [pressure] 
occurs  on  number  1,  and  the  weak  on 
number  2,  whereas  in  triple  time  the 
strong  occurs  on  number  2  and  the 
weak  on  number  1. 

The  general  rule  is  that  the  strong 
always  occurs  on  the  first  note  of  the 
quarter,  eighth,  or  sixteenth  part  of 
the  measure. 

End   of  Vibrato 

Concerning  the  Mordent 
The  mordent  is  likewise  an  orna- 
ment derived  from  nature  and  art  in 


structions  in  the  paragraphs  following  the 
example.  L.  Mozart  has  similar  numbers  which 
were  undoubtedly  in  the  original.  B.  Campag- 
noli,  in  copying  this  (or  Mozart)  added  small 
crescendo  signs  to  reinforce  the  string  pressure 
of  the  fingers  {Violin  School,  ca.  1790,  Sec.  2, 
Par.  127). 
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vocal  and  instrumental  music.  Its 
character  is  expressed  on  a  note  by 
means  of  three  small  notes  only, 
joined  to  the  written  note,  and  which 
are  done  in  two  ways,  as  in  the  two 
following  examples: 


The  manner  used  in  the  first  exam- 
ple, which  has  the  small  notes  descend- 
ing, has  a  better  effect  than  that  used 
in  the  second  example  which  has  them 
ascending.  The  reason  for  this  is  that 
an  appoggiatura  produces  a  better 
effect  descending  than  in  ascending. 
The  best  expression  results  from  great 
speed  in  execution  of  the  three  joined 
notes,  and  to  such  a  degree,  that  if 
they  are  not  performed  very  fast,  the 
mordent  is  no  longer  a  mordent  but 
a  mode,  or  cantabile  ornament  formed 
by  the  three  joined  notes. 

In  short,  if  a  mordent  is  desired  the 
three  joined  notes  should  not  be 
brought  out,  but  their  effect  merely 
felt,  rendering  the  main  note  livelier, 
bolder,  and  more  fiery.  This  is  why 
the  mordent  by  its  nature  is  more 
suitable  for  lively  and  light  music 
than  for  the  simple  flowing  air,  and 
if  one  wishes  to  use  it  in  this  air  it  is 
not  suitable  for  every  type  of  air 
but  only  in  Andantes  and  Allegros, 
when  one  wishes  to  lend  fire  to  the 
expression.  It  should  never  be  used  in 
serious,  sustained,  and  melancholy 
airs.  In  using  it  one  should  be  care- 
ful primarily  not  to  let  the  strength 
of  the  voice  or  [instrumental]  tone 
fall  on  the  three  joined  notes  but  on 
the  written  note  of  the  air,  and  thus 
the  three  joined  notes  should  be  per- 
formed weakly  and  the  written  note 
rendered  strongly  by  the  voice  or  in- 


strument.42 The  place  where  it  should 
be  inserted  is  easy  to  perceive  because 
the  mordent  is  a  kind  of  percussive 
accent,  occasioned  by  the  reinforcing 
which  should  occur  on  the  written 
note. 

This  is  why  the  quarters  and  eighths 
of  the  measure  in  common  time  are 
the  places  where  it  is  proper  to  put 


42WMle  18-century  opinion  may  vary  with 
respect  to  ornamentation,  there  is  one  area  in 
which  practically  99  percent  agreement  exists; 
this  is  the  keyboard  short  mordent  which  is 
almost  everywhere  described  as  on  p.  89,  two 
extremely  fast  notes  before  the  main  one.  It  is 
paradoxical  that  despite  this  unanimity  among 
keyboard  instructors  the  violin  instructors  are 
equally  unanimous  in  rejecting  this  ornament 
entirely.  Most  of  Tartinf  s  "mordents''  resemble 
in  outline  the  turn  and  the  Anschlag.  While 
this  may  have  the  appearance  of  a  true 
short  mordent,  it  is  not  one  since  the  first 
notes  are  all  softer  than  the  main  note,  the 
ornament  having  the  effect  of  a  crescendo.  This 
is  exactly  the  opposite  of  the  keyboard  practice 
in  which  a  biting  attack  (sometimes  even  an 
acciaccatura)  is  the  chief  characteristic,  hence 
the  name  "biter" — mordent — an  ornament  start- 
ing strong  and  having  a  diminuendo. 

L.  Mozart  attempts  to  apologize  for  his  use 
of  the  Anschlag,  saying  that  it  should  be  per- 
mitted to  "run  with  and  among  the  mordents" 
inasmuch  as  it  also  has  a  biting  effect.  How- 
ever, he  must  admit  that  it  is  "somewhat 
gentler  than  the  others;  perchance  one  could 
call  them  the  courteous  biters."  Neither  Mozart 
nor  any  other  writer  describes  an  uncourteous 
biter.  To  modern  violinists  who  find  the  crisp 
attack  indispensable,  it  may  seem  strange  that 
18th-century  violinists  should  relinquish  this 
brilliant  ornament  to  the  harpsichordists,  con- 
tenting themselves  with  the  gentle  one.  Their 
reason  is  found  in  the  18th-century  bow  which 
started  "every  tone,  even  the  strongest  attack 
[with]  a  small  softness  at  the  beginning  .  .  ." 
Sol  Babitz,  "Differences  between  18th-Century 
and  Modern  Violin  Bowing"  The  Score,  (March 
1957).  The  soft  attack  sometimes  made  the 
ornaments  before  the  strong  note  sound  before 
the  beat. 

It  is  noteworthy  that  violinists  ignored  not 
only  the  keyboard  mordent  but  also  the  con- 
ventional signs  for  turn,  mordent,  etc.,  using 
only  the  trill  sign.  (Geminiani  alone  manipu- 
lated the  keyboard  signs  in  a  complicated  man- 
ner followed  by  no  one.  J.  S.  Bach  wrote  signs 
for  mordents  and  turns  only  in  the  keyboard 
versions  of  his  violin  pieces).  As  late  as  1792 
J.  Hiller  found  it  necessary  to  complain  that 
the  tr  could  not  indicate  every  ornament  and 
that  violinists  should  begin  to  adopt  Clavier- 
Manieren. 
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them  when  the  notes  are  of  mixed 
values,  because  when  they  are  of 
equal  value  one  may  place  them  on 
any  note  one  wishes.  When  the  notes 
are  of  mixed  values,  however,  and 
one  wishes  to  place  the  mordent  on 
the  note  which  marks  a  quarter  of 
the  measure,  this  note  must  be  longer 
than  those  which  follow,  as  can  be 
seen  in  the  example  below: 


Observe  likewise,  that  in  an  air  like 
that  in  the  following  example,  there 
is  a  sort  of  obligation  to  use  the  as- 
cending and  descending  mordent: 


It  is  evident  in  this  example  and 
others  like  it,  that  the  mordent  obeys 
the  rule  of  the  appoggiaturas  which 
flow  from  the  preceding  note  and  are 
drawn  from  it.  Thus,  when  one  de- 
scends from  the  preceding  note  to  the 
following  one,  the  appoggiatura  de- 
scends; when  one  ascends  from  the 
preceding  note  to  the  following  one, 
the  appoggiatura  also  ascends,  and 
it  is  the  same  with  the  mordent  in 
these  two  cases.  If,  therefore,  one  pays 
attention  to  the  preceding  note,  it  will 
not  be  possible  to  go  wrong.  The  mor- 
dent should  not  be  put  on  single  notes 
outside  the  measure,  nor  on  those 
which  begin  a  melodic  section: 


The  same  holds  true  when  the  notes 
are  of  equal  value  and  it  occurs  out- 
side the  measure,  as  can  be  seen  in 
the  following  example: 


the  1st  bad,  the  2d  good 

The  reason  for  this  is  clear  because 
we  have  stated  above:  Understand 
that  the  mordent,  being  in  the  nature 
of  an  accent,  should  not  be  placed  on 
notes  for  which  accents  are  unsuited — 
notes  such  as  the  first  of  the  preced- 
ing example  which  is  outside  of  the 
measure,  and  on  which  the  accent 
would  certainly  be  bad.43 

There  is  another  type  of  mordent 
which  is  derived  from  the  written  note 
by  striking  it  quickly  with  the  same 
finger  in  such  a  way  that  the  mordent 
would  appear  at  first  to  resemble  a 
trill.  Nevertheless  it  is  not  that,  be- 
cause with  a  trill  the  note  which  is 
struck  and  recurs  comes  to  rest  on  the 
lower  note  instead  of  ascending  to  the 
one  above: 


bad 


bad 


43L.  Mozart,  Chap.  11,  Pars.  10-16;  Quantz, 
Tab.  VI,  Fig.  27-33;  Tab.  IX,  Fig.  la  and  2h. 
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It  is  done  with  two  notes,  or  with 
four,  or  six,  according  to  the  greater 
or  lesser  speed  of  the  finger  motion: 


The  above  mordent  is  extremely 
useful  in  gay  and  lively  pieces;  it  is 
not  good  in  grave  and  melancholy 
pieces.  In  pieces  which  take  a  middle 
course  it  is  good  and  will  succeed  if 
well  placed.  It  obeys  the  same  rules 
as  the  first  mordent,  which  is  com- 
pound whereas  this  one  is  simple. 

End  of  Mordent 

[Note  by  P.  Denis] 

The  author  is  going  to  speak  of  that 
which  he  calls  Modo  and  which  he  divides 
into  simple  and  compound  modes.  The  term 
Modo  used  in  his  work,  does  not  have 
the  same  meaning  as  it  has  in  France.  It 
is  used  in  France  to  express  that  which  is 
called  key,  that  is  to  say,  the  manner  of 
singing  in  which  there  is  a  tonality.  One 
says  for  example,  the  key  of  C  (Sol  ut). 
In  the  present  work  it  denotes  the  manner 
of  introducing  ornaments  in  an  air. 

Natural  Modes 

The  modes  known  as  the  natural 
ones  are  those  which  are  a  gift  of 
Nature  and  which  are  common  among 
those  whom  she  favors,  even  when 
they  have  no  knowledge  of  music  (of 
which  there  are  a  thousand  instances) . 
They  are  understood  by  all;  they  are 
suited  to  all  kinds  of  airs  and  make 
no  discord  whatever  over  the  bass 
which  is  below.  These  modes  are  few 
in  number,  but  perhaps  so  only  be- 
cause no  one  up  to  the  present  has 
taken  the  trouble  to  collect  them  and 


write  them  down,  while  hearing  them 
from  those  people  who  have  no  knowl- 
edge of  music,  who  sing  for  their  own 
pleasure  with  much  grace,  that  which 
is  an  innate  gift,  derived  from  these 
natural  modes  which  nature  has  taught 
them. 

At  this  point  begins  the  collecting 
and  writing  down  of  the  small  num- 
ber which  have  been  observed.  Who- 
ever wishes  to  take  pains  and  be  atten- 
tive will  be  able  to  collect  and  write 
several  which  have  not  yet  been  ob- 
served and  perfect  this  understanding. 

One  notes  first  of  all  that  since 
these  modes  are  taught  by  Nature 
herself,  one  should,  in  speaking  of  a 
mode,  observe  at  the  same  time  the 
precise  place  in  the  air  where  it  should 
be  put.  Since  Nature  does  not  err 
with  respect  to  the  mode,  it  is  certain 
that  she  errs  no  more  with  respect  to 
the  place  where  it  should  be  used. 
This  is  so  true  that  experience  re- 
veals it  in  all  people  who  have  no 
knowledge  of  music,  but  who  have 
received  this  gift  of  Nature.  Note  that 
when  such  a  person  employs  the 
mode  it  will  be  very  good  not  only  in 
itself  but  also  in  reference  to  the  spot 
where  it  is  placed. 

It  is  necessary  to  mark,  first  of  all, 
certain  places  in  the  air  on  which, 
following  Nature,  natural  modes 
occur  admirably  and  with  frequency. 
These  spots  are  precisely  those  which 
composers  call  cadences.  This  is  only 
generally  speaking,  and  does  not 
suffice,  for  there  are  cadences  or 
cadential  progressions  which  are  not 
final,  and  there  are  some  which  ter- 
minate a  mood,  a  phrase,  a  strain  of 
the  air,  or  the  air  itself.  In  final 
cadences  there  is  room  only  for  a 
trill  which  is  placed  on  the  first  of  the 
two  notes  which  form  the  final  ca- 
dence, as  in  the  following  example: 
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Which  is  always  an  authentic  cadence, 
called   in    France    cadence    parfaite 


Over  this  bass  of  the  perfect  ca- 
dence there  are  a  great  number  of 
melodic  figures  expressed  by  notes 
other  than  the  two  found  in  the  ex- 
ample, the  expression  of  which  is  such 
that  it  is  apparent  that  the  sense  of 
the  air  is  entirely  finished.  This  sense 
will  always  be  suited  to  an  air  com- 
posed on  any  other  bass  which  is  not 
a  perfect  cadence.  In  this  connection 
the  examples  below,  drawn  from  all 
possible  natural  movements  of  the 
bass,  are  given: 


^«£x. 


YD  1      m.t  P.  P   .  . 


(1)  On  the  authentic  cadence  called  the 
perfect  cadence 

(2)  On  the  plagel  cadence 

(3)  On  the  fourth  and  the  fifth  in  first 
position44 

(4)  On  the  sixth  and  fifth  in  first  position 

(5)  On  the  sixth  and  fifth  in  second  posi- 
tion 


These  examples  are  nearly  all  upper 
melodic  parts  which  form  a  kind  of 
cadence  or  cadential  motion  which  is 
never  entirely  ended  but  is  an  irregu- 
lar melodic  ending.  This  can  be  better 
visualized  by  a  practical  example 
drawn  from  prose  writing.  When  the 
sense  of  a  phrase  is  entirely  finished  a 
period  is  used.  Where  the  sense  of  a 
phrase  is  not  entirely  completed,  one 
uses  not  a  period  but  a  semicolon  or 


44The  "positions"  refer  to  a  method  of  chord 
inversion  in  which  the  second  position  (second 
lieu)  contains  a  sixth. 
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colon,  or  comma  or  parenthesis,  etc. 

The  final  cadence  which  ends  the 
air  perfectly  is  like  the  period  and 
consists  only  of  two  notes,  as  we  have 
said  with  respect  to  the  trill.  But  all 
the  melodic  lines  which  we  are  going 
to  give  in  the  different  examples  of 
the  bass  are  like  those  phrases  which 
never  end  with  a  period  but  with  a 
semicolon,  or  colon,  etc. 

That  is  to  say,  they  are  parts  of  a 
melody  which  is  not  entirely  conclud- 
ed; these  are  the  true  places  where 
it  is  proper  to  place  the  natural  modes. 
Thus,  one  can  advance  the  proposition 
that  outside  of  these  places,  the  sim- 
ple modes  will  be  unsuitable  and  will 
not  produce  a  good  effect.  The  ma- 
terial of  these  natural  modes  which 
we  have  collected  up  to  now  is  that 
found  below  the  plain  notes  in  the 
following  examples: 


Note  that  the  F,  which  is  the  first 
of  the  two  notes  in  the  bass,  may  be 
sharped: 


Endings  of  average  or  suspended 
cadences,  which  do  not  finish  the 
melody  with  their  last  note: 


But  this  does  not  affect  the  ex- 
amples when  the  mode  falls  on  the 
second  of  the  two  notes: 


,(U4  deiur  rvta? 


baj*/* 
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Endings  of  average  or  suspended 
cadences  which  do  not  finish  the  melo- 
dy with  their  first  notes: 


¥ 


■l    g  ii.i  g  Hi  i  r  iii  g 


The  dissonances  can  have  their 
modes  on  the  note  which  precedes 
them,  and  can  have  only  one,  or  at 
best  two  modes  on  the  following  note 
— that  is  to  say  the  one  which  forms 
the  dissonance: 


baant 


In  short,  all  that  has  been  given 
to  illustrate  the  first  note  in  the  pre- 
ceding example  can  serve  in  these  ex- 
amples for  the  first  note  which 
prepares  the  dissonance: 


There  are  several  other  natural 
modes  which  can  be  used  in  other 
places  in  the  air  if  one  considers  that 
the   trill   of   three   notes   is   a   mode 
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rather  than  a  trill,  when  the  two  notes 
joined  to  the  trill  are  made  sufficient- 
ly audible:  45 


&r. 


This  mode  is  of  practical  use  in  an 
infinite  number  of  ways  because  it 
moves  stepwise  and  forms  a  cadential 
pattern  with  the  bass.  In  descending 
examples  there  is  a  natural  mode  of  a 
very  beautiful  expression: 


Care  should  be  taken  to  prolong  as 
much  as  possible  the  first  of  the  four 
notes  of  the  mode;  and  in  an  ascend- 
ing or  descending  scale  the  three  note 
trill  is  always  natural: 


Observe  that  when  the  tempo  of 
the  measure  is  slow  or  moderate  tend- 
ing toward  slow,  the  appoggiatura 
joined  to  the  last  of  the  three  notes 
of  the  trill  produces  a  very  good 
effect  [see  first  staff  below] . 46 

There  is  another  similar  place  where 
it  is  fitting  to  put  a  mode  consisting 
of  three  notes  [begin  with  second- 
staff]  : 


Observe,  however,  that  this  inverted 
mode  is  suitable  only  with  two  con- 
junct notes: 


In  this  case  the  mode  is  the  same  as 
that  written  above,  because  the  two 
notes  written  very  short  are  not  per- 
formed as  they  are  written  but  the 
first  is  lengthened  and  that  of  the 
melody  shortened:  47 


45The  e-g  after  the  first  trill  should  be  e-f. 
The  "three  note  trill"  literally  means  a  trill 
plus  the  two  notes  of  the  after-beat.  This  trill 
is  implied  in  the  up-beat  of  the  last  example  on 
this  page. 


46Tartini  has  a  higher  opinion  of  this  orna- 
ment here  than  in  his  description  on  p.  82. 

47Through  rhythmic  alteration  the  slide  be- 
comes the  dotted  slide.  L.  Mozart,  Chap.  9, 
Pars.  11-12,  and  fn.  in  1787  edition. 
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There  is  another  mode  expressed 
by  three  notes  like  the  mordent.  When 
these  three  notes  are  performed  as  fast 
as  possible  they  form  a  mordent. 
When  the  first  of  the  three  is  sus- 
tained, the  mode  is  natural.  See  the 
following  example:  48 


There  is  another  similar  mode 
which  is  joined  to  the  appoggiatura 
when  it  descends.  It  is  the  following: 

L 


When  the  appoggiatura  ascends  it 
changes  into  another  mode  thus: 


This  mode  is  precisely  the  three 
note  trill,  which,  if  put  in  place  of 
the  long  appoggiatura  when  it  as- 
cends always  produces  a  better  effect 
than  the  appoggiatura.49 


48Tartini  considers  the  dotted  Anschlag  a 
mode,  the  plain  Anschlag  a  mordent.  L.  Mozart, 
Chap.  9,  Par.  11. 

49Here,  as  elsewhere,  the  missing  trill  must 
be  supplied  (fn.  45).  L.  Mozart,  Chap.  9,  Pars. 
19-20,  26;  Chap.  10,  Pars.  6,  10,  11,  IS;  Chap. 
11,  Pars.  20-21. 


There  are  other  natural  modes 
which  are  derived  from  those  which 
we  have  already  given  in  the  examples 
of  deceptive  and  suspended  cadences: 


B<*m* 


But  this  is  practicable  only  in  as- 
cending. 

One  should  observe  and  carefully 
note  that  separated  examples  of  the 
first  and  second  notes  of  deceptive 
and  suspended  cadences  have  been 
given,  and  that  if  the  two  above  men- 
tioned notes  are  joined,  in  order  to 
compose  a  single  mode,  and  diversify 
the  natural  modes  of  each  of  the  two 
notes,  a  very  large  number  of  com- 
pound modes,  composed  of  the  two 
notes  will  thereby  result.  Likewise,  if 
one  observes  the  natural  modes  of 
each  of  the  two  notes  and  if  one  be- 
comes familiar  with  them  to  the  ex- 
tent of  becoming  their  absolute  mas- 
ter, one  will  in  the  course  of  perform- 
ance discover  many  compound  modes, 
derived  from  the  first  natural  ones, 
in  many  other  places  suggested  by 
Nature  herself;  and  they  will  be  found 
to  be  produced  naturally,  without 
study,  without  application,  without 
art,  without  reflection. 

Compound  Modes  50 

These  modes  can  be  endless  be- 
cause they  depend  chiefly  on  skill  in 
composition,  which  above  a  given  bass 
can  vary  the  upper  voice  in  different 
ways  the  number  of  which  is  almost 
endless. 


50 Modes  artificiels. 
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It  would  be  vain  and  superfluous  to 
treat  these  modes  as  extensively  as 
their  number  permitted;  but  here  we 
wish  only  to  treat  these  compound 
modes  in  a  more  limited  and  restricted 
way,  presenting  them  only  in  good 
taste,  and  using  them  only  in  natural- 
ly cantabile  places. 

They  should  be  all  the  more  limited 
because  a  general  proposition  is  made, 
whereby  they  are  excluded  in  many 
cases.  The  proposition  is  that  the  com- 
pound modes  neither  can  nor  should 
occur  in  all  cases  where  the  subject  of 
the  composition  and  its  parts  present 
a  special  subject  or  emotion,  which 
cannot  be  altered  in  any  way  and 
must  be  expressed  as  it  stands. 51 

These  cases  occur  quite  often,  and 
consequently  compound  modes  in  good 
taste  remain  limited  and  restricted  to 
few  places.  These  places  are  ordin- 
arily found  in  the  proximity  of  several 
cadential  progressions;  that  is  to  say, 
two  notes  are  always  necessary  to 
form  the  cadence — the  compound 
mode  occurs  on  the  first  of  the  two 
aforementioned  notes.  They  are  like- 
wise found  in  the  motion  of  funda- 
mental bass  notes  which  do  not  form 
a  cadence.  These  movements  of  the 
bass  being  formed  by  two  notes  like 
cadences,  the  mode  comes  on  the  first 
one  as  in  cadential  progressions. 

Thus  one  can  furnish  a  general  idea 
of  compound  modes  derived  from  that 
given  concerning  the  movements 
which  the  bass  can  make;  for  the 
movements  which  the  bass  can  make 
with   two   notes  alone   being  limited 


5lThis  means  that  when  Tartini  wished  to 
express  the  music  "as  it  stands"  he  excluded  only 
the  elaborate  compound  modes,  making  no  men- 
tion of  the  simpler  trills,  mordents,  etc.,  which 
could  always  be  introduced  if  they  did  not  alter 
the  "subject  or  emotion."  (L.  Mozart  gives 
ornamented  examples  which  he  terms  in  this 
sense  examples  "without  ornamentation."  Chap. 
11,   Pars.   20-21.) 


and  restricted,  the  compound  modes 
derived  from  these  two  notes  will 
also  be  limited.  These  are  the  pro- 
gressions which  the  bass  can  make 
with  two  principal  notes: 


Of  the  above  mentioned  movements, 
the  principal  ones  are  the  two  ca- 
dences known  as  harmonic  and  arith- 
metic: 


The    passing    of    the    fourth    to    the 
fifth,    and    that    of    the    sixth    to 
this  fifth 

With  these  single  movements  of 
the  bass  one  can  form  a  complete 
melodic  phrase.  These  progressions 
will  be  discussed  first  because  the 
other  movements  of  the  bass,  as  will 
be  seen,  are  drawn  and  inferred  from 
these  first  principal  ones.  When  the 
bass  makes  a  harmonic  cadence  the 
upper  part  can  form  the  following 
melodic  line: 


Natural  Cadences 

Natural  cadences  is  the  name  given 
to  ends  of  phrases  on  which  the  air 
pauses  and  stops — the  air  being  un- 
able to  stop  without  the  kind  of 
melodic  progression  known  as  a  ca- 
dence. 
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But  apart  from  that  which  we  have 
said,  it  should  be  understood  that 
harmonic  cadences  should  always  be 
performed  very  exactly  in  time.  Here 
is  an  example  of  the  upper  voice  of  a 
harmonic  cadence: 


equally  as  the  bass.  The  simplest  are 
for  the  following  examples:  52 


Many  others  are  derived  from  this 
one,  the  simplest  of  all.  They  consist 
of  several  notes,  and  are  varied  in 
preparing  the  cadence;  but  up  to  the 
last  two  [in  the  following  example] 
they  reduce  themselves  to  this  first 
example: 


But  fundamentally  the  harmonic 
cadence  can  reduce  itself  in  the  bass 
to  the  three  notes  found  in  the  first 
case,  the  notes  of  which  provide  a 
complete  understanding  of  that  which 
the  upper  voice  can  do  above  them: 


One  should  always  hear  the  first, 
which  is  simple: 

The  first  which 
is  florid: 

All  of  these  kinds  of  cadences  serve 


?             ♦  1-   Mr 

w.>  i*- 

Simple 

Alifii*  t£x . 

<j  c  t      r "  rt~n  r     BHt 

Observe  that  the  bass,  which  we 
have  given  is  found  most  often  com- 
posed of  eighth  notes,  in  the  follow- 
ing manner: 


52it  is  instructive  to  compare  the  examples 
from  this  point  to  the  end  of  the  book  with 
Quantz,  Chap.  14  and  15  and  Tabs.  XVII-XIX. 
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This  variety  of  bass  has  no  effect 
with  respect  to  the  different  kinds  of 
cadences  of  which  we  have  spoken, 
and  which  can  be  placed  over  the 
simple  and  florid  bass,  taking  care 
only  to  shun  and  avoid  parallel  fifths 
and  octaves  between  the  upper  part 
and  the  bass: 


There  are  other  cadences  even  more 
complex,  occasioned  by  the  increased 
motion  of  the  first  notes  of  the  bass: 
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This  cadence  is  composed  of  the 
first  two  notes  of  the  first  and  second 
cadence;53  that  is  to  say,  the  first 
note  is  the  first  of  the  second  cadence, 
the  second  note  is  the  second  of  the 
first  cadence — whence  it  follows  that 
in  joining  judiciously  the  modes  of  the 
first  note  of  the  second  cadence  to  the 
modes  of  the  second  note  of  the  first 
cadence  one  will  have  as  many  as  one 
would  desire  of  an  infinity  of  ways: 


Efltrr=^ 


The  examples  just  given  are  for 
the  most  part  drawn  directly  from  the 
bass — for  there  are  very  few  of  them 
which  are  composed  of  two  modes 
from  two  cadences  as  has  been  said 
above.  But  one  can  draw  from  the 
collection  of  two  modes  of  two  ca- 
dences endless  other  examples,  as 
everyone  can  do  with  experience: 


53These  cadences  are  found  at  the  beginning 
of  the  preceding  example. 


One  can  similarly  compose  this 
cadence  with  the  modes  of  the  first 
note  of  the  first  cadence  and  the 
modes  of  the  second  note  of  the  sec- 
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ond  cadence.  In  addition,  it  may  hap- 
pen that  the  bass  is  found  in  another 
mode  as,  for  example: 


1  2 


But  in  that  case  there  will  be  an 
easy  rule  for  finding  an  infinity  of 
cadential  modes,  by  placing  (but  al- 
ways with  good  judgment)  on  the 
first  note  the  mode  found  in  the 
second  cadence,  and  putting  the  first 
note  in  the  place  of  the  second.  There 
are  few  examples  where  these  displace- 
ments are  not  found: 


When  these  cadential  modes  have 
been  observed  and  studied,  and  skill 
has  been  acquired,  one  will  find  one- 
self becoming  accustomed,  without 
being  aware  of  it,  to  employing  com- 
pound modes  in  many  places  other 
than  the  aforesaid  cadence.  It  suffices 
for  that  to  pay  attention  to  the  bass 
which  is  below  the  mode  which  one 
wishes  to  use,  and  to  the  value  of  the 
notes  of  the  upper  part,  to  which  one 
wishes  to  add  the  mode.  Inasmuch  as 
the  modes  used  in  the  examples 
occupy  only  a  quarter  of  the  measure, 


they  can  be  made  to  last  for  half  a 
measure,  or  reduced  to  an  eighth, 
according  to  the  circumstances.  They 
can  be  used  in  common  time  and  in 
triple  time;  and  the  same  is  done  in 
major  as  in  minor. 

The  cadences  given  as  examples  are 
all  in  major;  but  they  can  all  be 
used,  and  effectively,  in  minor.  Ob- 
serve only,  that  they  do  not  all  pro- 
duce the  good  effect  in  minor  that 
they  do  in  major,  because  of  the 
natural  imperfections  of  minor. 

Florid  Cadences5*  [Cadenzas] 

Which  in  French  are  called 

point  oVOrgue 

Florid  cadences  is  the  general  term 
referring  to  all  kinds  of  pieces  of 
music,  in  serious  or  gay  tempos — in 
short,  this  term  describes  final  ca- 
dences over  which  the  singer  or  instru- 
mentalist stops  at  will  and,  without 
regard  for  tempo,  makes  them  last 
as  long  as  he  wishes,  or  is  able.55 
That  is  why,  on  the  first  of  the  two 
notes  forming  the  final  cadence  there 
is  a  formula  sign,  which  denotes  the 
freedom  to  stop  as  long  as  one  wishes 
in  the  principal  part,  vocal  or  instru- 
mental. 

All  the  parts  which  serve  to  accom- 
pany the  principal  part  should  conse- 
quently have  a  similar  formula  sign, 
because  they  must  all  stop  as  long  as 
the  principal  part.  This  type  of 
cadence  is  at  present  more  a  caprice 
than  a  cadence,  because  today,  every 
singer  or  instrumentalist  permits  him- 
self to  draw  it  out  to  such  a  degree, 
and   with   such    different   expressions 


^Cadences  artificielles  [cadenze  compos te, 
It.]. 

55Tartini  is  obviously  describing  wbat  we 
call  a  cadenza.  Because  to  Tartini  all  cadences 
were  cadenze  we  must  translate  cadenze  com- 
Poste  as  florid  cadence  in  order  to  avoid  con- 
fusion. 
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that  it  is  not  reasonable  to  call  it 
cadence;  one  must  perforce  call  it 
caprice.  A  caprice  can  be  extended  as 
far  as  one  wishes,  and  can  consist  of 
pieces  and  different  sentiments  with 
different  time  signatures.  But  since 
listeners  are  pleased  at  present  to 
hear  this  sort  of  thing,  however 
anomalous  and  ill  suited,  one  must 
know  how  to  do  it — and  how  to  do 
it  with  some  sort  of  judgment  is  that 
of  which  we  shall  speak. 

One  must  know  that  the  principal 
part  whether  instrumental  or  vocal, 
cannot  stop  on  the  first  of  the  two 
notes  which  form  the  final  cadence 
but  only  on  one  of  these  three  notes: 


None  of  these  notes  is  the  first  of 
the  two  notes  constituting  the  final 
cadence,  the  notes  of  which  are  always 
these: 


&:  P  5  H 
vpJY  n 


But  since  it  is  necessary  to  stop  in 
order  to  prepare  this  cadence,  one 
cannot  and  should  not  stop  on  the 
first  of  the  two  aforesaid  notes,  but 
on  another  note,  from  which  one  can 
go  to  this  same  note  by  means  of 
florid  modes  in  good  taste. 

Whence  it  follows  that  the  first  note 
upon  which  one  must  stop  can  never 
be  the  trilled  note   (the  first  of  the 


chord  which  is  the  tonic  of  the  key. 
But  C  (sol  ut)  being  the  bass,  it  is 
impossible  that  anything  other  than 
the  three  aforementioned  notes 
[C  E  G]  be  over  the  bass.  Whence  it 
necessarily  follows  that  the  singer  or 
instrumentalist  will  be  unable  to  stop 
— nor  should  he — on  any  notes  other 
than  these  three: 


In  this  way  the  florid  modes  in 
good  taste  will  be  those  which  should 
form  this  kind  of  cadence.  Instrumen- 
talists have  more  freedom  and  facility 
than  singers,  because  there  are  many 
modes  or  passages  suitable  for  instru- 
ments, but  which  the  voice  cannot 
execute — passages  which  always  pro- 
duce a  good  effect. 

These  florid  modes  in  good  taste 
consist  of  ascending  and  descending 
scales,  which  can  be  varied  almost 
endlessly.  We  are  going  to  give  several 
which  will  make  it  apparent  that  well- 
nigh  an  endless  number  can  be  made. 

Suppose  that  the  first  note  on  which 
one  stops  in  the  principal  part  is  C" 
(sol  ut) : 


the  singer,  or  instrumentalist  will  be 
able  to  ascend  to  the  octave  by  means 
of  a  scale  with  a  florid  mode  in  good 
taste,  examples  of  which  we  are  going 
to  give: 


-p-gfr  ,fc  fc 

tr. 

h: 

tr. 

"i 

ml**- 

two).  It  will  of  necessity  have  to  be 
a  note  taken  from  the  C    (sol  ut) 


This  mode  can  be  expressed  by  the 
voice  and  by  an  instrument.  For  the 
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voice  the  notes  are  slurred,  for  the 
instrument  they  are  detached: 


One  will  be  able  to  ascend  similarly 
to  the  octave  with  accompanying 
notes.  These  go  to  the  octave: 


One  will  be  able  to  ascend  to  the 
tenth  thus: 

The  florid  modes  can  have  an  end- 
less number  of  accompanying  notes. 
Here  are  some  examples  of  this: 


When  one  has  stopped  on  C '  (sol 
ut)  and  ascended  stepwise  in  C  major 
or  E"  (si  mi),  one  can  in  this  order 
progress  to  G  (re  sol)  with  other 
florid  modes,  the  number  of  which  are 


almost  endless,  and  stop  likewise  on 
G  (re  sol).  One  goes  then  from  G 
with  other  florid  modes  to  the  trilled 
note  which  prepares  the  cadence.  Here 
is  the  plain  note: 


then  an  ascending   mode  leading  to 
C  (sol  ut)  or  E  (si  mi) : 
and  then  a  mode  which 
goes  into  G  (re  sol) : 

This  one  may  be  ascending  or  de- 
scending. 

Finally,  a  mode  which  leads  to  the 
trilled  note  of  the  cadence;  the  above- 
mentioned  plain  version  follows: 


If  the  first  note  upon  which  one 
pauses  is  E,  the  mode  could  go  to  C 
and  E  and  return  as  in  the  preceding 
one: 


If  the  first  note  on  which  one  paus- 
es is  G,  one  will  be  able  to  go  to  C 
and  E  as  in  the  preceding  examples, 
starting  always  with  the  mode  of  C 
in  the  staff,  or  G  an  octave  higher. 
That  will  always  have  a  good  effect, 
if  the  mode  be  joined  to  the  third 
example  of  plain  notes,  of  which  ex- 
amples are  given: 
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Several  florid  cadences  [cadenzas] :  In  minor: 
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